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ENGLISH LITERATURE AND THE 
LATIN CLASSICS 

(Concluded from page 179) 

The Classical Mythology of Milton's English Poems. 
By Charles Grosvenor Osgood. Yale Studies 
in English, VIII. New York: Henry Holt and 
Company (I900). Pp. lxxxv+II3. $I.00. 

Classical Mythology in Shakespeare. By Robert Kil- 
burn Root. Yale Studies in English, XIX. New 
York: Henry Holt and Company (1903). Pp. 
ii+I134. $I.00. 

The Classical Influence in English Literature in the 
Nineteenth Century and Other Essays and Notes. 
By William Chislett, Jr. Boston: The Strat- 
ford Company (I9I8). Pp. xv+I50. $I.00. 

Though published so long ago, Professor Osgood's' 
monograph may be considered briefly here. The 
book falls into the following parts: Introduction, pp. 
ix-lxxxv; The Sources of Milton's Classical Mythology, 
I-87; Index of Authors, 91-93; Index of Passages 
from Milton's Works, 94-105; Index of Mythological 
Names and Subjects, io6-i ii. 

In the Introduction Professor Osgood first considers, 
very briefly (ix-xiii), how Homer, Plato, Plutarch, etc., 
handled the mythology. Poets, such as Homer, Plato, 
and Vergil, who were religious in temperament and 
hence peculiarly sensitive to moral truth, treated the 
myths with reverence and imagination. Plato did not 
believe, literally, in the old religion. He saw, however, 
that some at least of the myths were plastic enough 
to become the vehicle of his teaching. In his hands 
mythology became symbolic and almost allegorical. 
An allegorical and naturalistic application of myth 
was made by Plutarch. Later the attempt was made 
to identify myths with early or sacred history, through 
euhemeristic interpretation, or to discover in them an 
allegorical form of Christian and moral truth. Here 
belong Eusebius and other Church fathers, as well 
as scientific writers of the Renaissance, such as Bacon 
and Bochart. When faith in the old religion had died, 
and "morality was by many regarded as inconvenient 
and unnecessary", the treatment of the myth became 
irreligious, non-moral. "As a diverting tale it admitted 
of imaginative treatment only". Here belong Horace 
and Ovid (xii). 

Can the myths "live with us a life in some degree as 
intimate as that which they lived with the ancients?", 
asks the author (xii-xiii). 

Within the last five hundred years classical mythol- 
ogy has been partially revived, generally as a relic 
or a plaything. But whether it can again receive the 
inspiring power of revelation which it possessed for 
many of the ancients remains a question. The answer 
to such a question we -may hope to find by a study of 
this element in the art of Milton. 

The rest of the Introduction Professor Osgood devotes 
to a consideration of some of the principal facts revealed 
by an examination of the classical mythology in Milton's 
poems. Milton's"methods of introducing such allusions 
are principally three. 

(i) In a simile or comparison (xiv-xviii). The 
allusion may be as brief as a single epithet, as in e.g. 
"Typhoean rage" or "Atlantean shoulders"; often, 
however (xiv-xv) 
Milton. . . masses classical allusions of this kind, 
piling them sometimes four or five deep, and obtaining 
by means of this accumulation an effect of great 
richness. . . . Or mythological allusions intro- 
duced for another purpose than comparison may occur 
in close connection with these passages. 

This use of mythological matters in simile is, with 
few exceptions (which occur principally in Comus), 
peculiar to Milton's longer poems, Paradise Lost and 
Paradise Regained (xvii), probably because (xviii) 
the subjects of the two epics offered so little opportunitv 
for the incorporation of classical mythology within 
the story itself that, if the poems were to be enriched 
to any extent by means of pagan lore, it must be 
accomplished by the somewhat more remote method 
of simile and comparison. 

(2) The second method consists in the incorporation 
of a myth or the ancient conception of a deity into a 
poetical setting of Milton's own conception. This 
method is exhibited in nearly all the poems, but parti- 
cularly in the earlier and so-qalled minor poems (xviii- 
xxii). 

(3) Milton's descriptions of nature are (xxiii) 
generally either mythological or touched with mythol- 
ogy. Especially is this true in descriptions of the 
dawn, of night, and of the progress of the sun and moon. 

The discussion of this method occupies pages xxiii- 
xxx. The author then turns (xxx) to consider the value 
of the mythological element in Milton's art and "the 
true benefit of its influence upon him". 

Mythology is "not the product of one man, possessing 
the marks of his peculiarities, but is the reflection of 
national character and ideas" (xxx). Hence, Milton's 

'This monograph, and Professor Root's (see below) were pre- 
sented, in whole or in part, as doctoral dissertations at Yale Uni- 
versity. Both authors are now members of the Department of 
English at Princeton University; Professor Osgood is Chairman 
of the Department. 
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mastery of classical mythology helped to counteract 
in him the marked tendency of his time, in which "the 
importance and development of individuality had be- 
come the importance and development of personal 
peculiarity" (xxxi). Milton's poetry is thus, in the 
main, free from the conceits and curious figures from 
which much of the poetry of his time-now no longer 
read-suffered (xxxi-xxxv). 

Another characteristic of Milton's treatment of clas- 
sical mythology is set forth (xxxv), in a discussion 
of the description of celestial dawn at the beginning 
of Book 6 of Paradise Lost: 

Taken as a whole, it is a beautiful synthesis, or 
fitting together, of three or four very distinct classical 
ideas. As we have seen, Homer and Ovid are united, 
these are joined to Hesiod, and the group is finished 
with a tradition common to classical poets. We have 
already noticed in the treatment of similes the tendency 
to accumulation or synthesis, and it occurs frequently 
in the use of mythology throughout Milton's poetry. 
In the description of Eden, Pan, the Graces and the 
Hours, Proserpina, Daphne, and Amalthea were all 
gathered to illustrate the beauty of the garden, like 
petals about the honeyed center of a flower. So also 
in the Second Book of Paradise Lost, the description 
of the terrors of Hell is reinforced by a reference to 
'Typhoean rage' and by describing the death agony of 
Hercules, when, mad with pain, he slew his own 
companion. The infernal rivers are mentioned-hated 
Styx, Lethe, Acheron, Cocytus, 'named of lamentation 
loud', and Phlegethon, the torrent of flames. There 
also is the wretched Tantaltus, together with Medusa 
and the other Gorgons, and Hydras and Chimeras 
dire. At the bounds of Hell are two monsters, the one, 
like Scylla, girt with wide Cerberean mouths, the other 
black as Night, and fierce as ten Furies. Here again 
the allusions are all arranged about one idea and focused 
upon it, thus emphasizing it and throwing it into 
relief. 

Another characteristic (xl) is a certain 
width of range and sweep, which often. . . accom- 
panies a synthesis of mythological legends; the myths 
seem to be transformed from their original state 
into something large and exalted. Milton seems to 
carry them into a larger universe, where through his 
poetic imagination and his sense of truth he expands 
and purges them, somewhat as Plato has done in the 
passage from the Phaedrus quoted near the beginning 
of otlr discussion. 

Back of this synthesis and this range lie two condi- 
tions: (a) Milton's enormous learning; (b) "his 
inclusion of material, that is, his power of mastering 
it and making it subservient to the truths embodied 
in his poetry. The first qualification is extensive, 
the second intensive" (xli). 

This leads to a discussion (xlii-xliii) of Milton's 
learning-his attainments and his preferences in read- 
inig. He derived most help from Homer, Hesiod, 
Vergil, and Ovid (xlii). 

Hesiod, in proportion to the body of his poetry, 
probably furnished Milton with the greatest amount 
of material, and nearly all of this comes from the 
T-Lheogony. 

Of the Iliad, Books I (especially its closing episode), 
2, 5, and i8 are the favorites; of theC Odyssey, Books 

8, IO, II are favorites. Books I and 6 of the Aeneid 
are used more than the other books of the poem; not 
infrequently, however, use is made of Books 3, 4, and 5. 
The Metamorphoses a-nd the Fasti appealed to Milton 
more than Ovid's love-poetry. Every book of the 
Metamorphoses, except Book 12, is used; the first 
is employed most frequently (xlii). Euripides, Pindar, 
Theocritus, the Homeric Hymns, Pausanias, and 
Apollodorus are the next most important sources 
(xlii). 

Milton has also drawn some of his mythology from 
Aeschylus, Sophocles, Plato, the Orphic Hymns, and 
Apollonius of Rhodes; from Herodotus, Plutarch, 
Pliny, Diodorus, and Strabo; from Horace, Statius, 
Claudian, and the tragedies of Seneca. To these we 
may add, though the list will be by no means exhaus- 
tive, Cicero, Athenacus, Hyginus, Aratus, Macrobius, 
Lucretius, and most of the minor poets of the empire. 

Into the rest of this scholarly and suggestive Intro- 
duction there is, unfortunately, not space to enter. 
We pass, then, to the second part of the book, entitled 
The Sources (87 pages of fine print). Here we have, 
in an alphabetical arrangement, a series of articles, 
Acheron, Achilles, Ades (=Hades), Adonis, Alcestis, 
Alcinous, etc., etc., each of which gives references to 
the passages in Milton where the person, place, or 
thing represented by the article is mentioned, and 
groups the passage or passages in ancient authors 
upon which Milton was drawing. Some of these 
articles are long: e.g. Apollo (8-13), Aurora (14-15), 

Chaos (21-22), Diana (28-29), Elysium (31-32), 

Fates (34-35), Jove (48-50), Muses (56-58), Naiads 
(58-60), Night (62-64), Nymphs (64-65), Orpheus 
(66-67), Pan (67-68), Saturn (74-75), Sleep (78-80). 

The method adopted can be made fairly plain by 
the citation of one example. 

Paradise Lost 9.I3-17 runs as follows: 
Sad task! yet argument 

Not less but more heroic than the wrath 
Of stern Achilles on his foe pursued 
Thrice fugitive about Troy wall; or rage 
Of Turnus for Lavinia disespoused; 

This passage gives rise to two of Professor Osgood's 
articles, as follows (3, 83): 

ACHILLES.-P.L. 9.I5. 
The subject of the Iliad is 'the wrath of Achilles, 

Peleus's son, the ruinous wrath that brought on the 
Achaeans woes innumerable' (Il. I.I f.) I1. 22 tells 
of Achilles' fight with Hector. Cf. 22.I65 f.: <a line 
and a half of Greek are quoted>. 

'Stern' is not a Homeric epithet of the hero. Vergil 
calls him 'immitis' (Aen. I;34; 3.87). 

TURNUS.--P.L. 9.17. 
In the enumeration of great epic themes in P. L. 9. 

15-i9 occurs the rage of 'Turnus for Lavinia dis- 
espoused'. The story is told in Aen. 7-12. Latinus, 
whom Aeneas found reigning in Latium, had promised 
his daughter Lavinia to Turnus, but, warned by a 
dream, he made a final choice of Aeneas. A Fury, 
sent by Juno, aroused the rage of Turnus (7.413, 466, 
wvhich vwas renewed in 12.1-2. The character of Tuti- 
nus is fierce and intrepid throughout the struggle. 
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Dr. Root's dissertation falls into these parts: Part 
I (I-II 6), consisting of Introduction (I-24), Classical 
Mythology in Shakespeare (2g-ii6:=the second 
division of Professor Osgood's book: see above); 
Part Second (I 9-I34), The Mythology of the Several 
Works. 

Dr. Root explained his purpose as follows (2): 

It has been the aim of the present study to collect 
and examine systematically the very numerous allusions 
to classical mythology in the authentic works of 
Shakespeare, with the purpose of determining the 
sources from which he drew his acquaintance with the 
matter, the conception which he entertained of it, 
and the extent to which it became a vital element in 
his art. 

He then pointed out (2) that it is necessary to dis- 
tinguish carefully between the vaguer, more general 
allusions, that any fairly intelligent man might make, 
though he had never read a line of the Classics, and 
definite and detailed allusions (2-3): . 

an allusion to the death of Hercules with 
mention of the poisoned shirt of Nessus and the fate 
of the page Lichas, lodged by his master on the horns 
of the moon, is possible only to one who has read a 
detailed account of the fable, such as that given by 
Ovid or Seneca. Though the number of these definite 
allusions in Shakespeare is smaller than that of the 
vague ones, they are yet sufficiently numerous to admit 
of satisfactory conclusiotis. Of these allusions for 
which a definite source can be assigned, it will be found 
that an overwhelming majority are directly due to 
Ovid, while the remainder, with few exceptions, are 
from Vergil. The vaguer allusions, though admitting 
of no confident attribution, are nearly all of such a 
character that they might have been drawn from Ovid 
or Vergil. In other words, a man familiar with these 
two authors, and with no others, would be able to 
make all the mythological allusions contained in the 
undisputed works of Shakespeare, barring some few 
exceptions to be considered later. 'Throughout, the 
influence of Ovid is at least four times as great as that 
of Vergil; the whole character of Shakespeare's my- 
thology is essentially Ovidian. 

The bulk of Shakespeare's mythology comes from 
the Metamorphoses of Ovid. His fa-miliarity with 
every book of that poem-save, perhaps, Books 12 

and 15-is clearly demonstrable. There are some indi- 
cations that Shakespeare klnew the Heroides. From 
the Fasti he drew much of his Rape of Lucrece. Says 
Dr. Root (4): 

Sharply contrasted with the frequency and variety 
of Shakespeare's references to Ovid is the comparative 
paucity and narrow scope of his Vergilian allusion. 
Perhaps the restraint and delicacy of Vergil's art are 
less in harmony with the temper of the Elizabethan 
age; perhaps his story lends itself less readily to casual 
allusion. Only three episodes of the Aeneid seem to 
have made a deep impression on Shakespeare-the 
account of the fall of Troy with the stratagem of Sinon 
and the death of Priam, the grief of the forsaken Dido, 
and the infernal machinery of Vergil's Hades -pisodes 
all of them which savor more or less of the sensational, 
and thus approach the prevailing taste of Shakespeare's 
day. Shakespeare was not content, however, with 
merely selecting sensational episodes; he sets to work 
deliberately to heighten the sensationalism. 

Of Latin influence other than that of Ovid and Vergil 
there is very little trace (5). That Shakespeare looked 
into Homer is proved by the fact that several incidents 
of Troilus and Cressida are founded on the Iliad, and 
that in three or four instances a mythological allusion 
must be referred to the same source (5-6). Dr. Root 
fails to find the slightest hint of any other Greek 
influence (6). Shakespeare's ignorance of Hesiod 
is in sharpest contrast to the wide use made of Hesiod 
by Milton (see above, in the notice of Professor Osgood's 
book). Dr. Root thinks it in the highest degree 
probable that Shakespeare read Ovid's Metamorphoses 
in the original (6-7); that he derived his mythology 
at second hand, through English authors, Dr. Root 
will not believe (7). 

What conception did Shakespeare entertain of the 
mythology thus derived by him in the main from Ovid? 
Dr..Root answers this question on page 8: 

He found in Ovid, and in classical mythology as a 
whole, what all the Renaissance found before him: 
a treasure-house of fascinating story wrought out in 
rich magnificence of detail, all but void of any deep 
spiritual significance. Graceful ornament and brilliant 
imagery he found in abundance; but for the expression 
of his profound meditations on the great mysteries 
which round our little life he found small aid. In so 
far as Shakespeare is a 'child of the Renaissance', a 
reveler in the beauty of external form, he finds Ovid 
congenial reading; in so far as he represents the deeper 
spirit which I have called Mediaevalism, he finds Ovid, 
and the system he learned from Ovid, quite inade- 
quate. Shakespeare is essentially religious; Ovid is as 
essentially irreligious. 

To the demonstration of the truth of these state- 
ments Dr. Root then addresses himself (8-13). In 
this demonstration he maintains that Shakespeare's 
use of mythological allusions is different at different 
periods of his work. This proposition he now employs 
(I4-20) as "a new sort of internal evidence as to the 
Shakespearian authorship of a disputed play or portion 
of a play. . . ." Then, finally, he points out 
(20-22) that Shakespeare uses mythology and fables 
to heighten the beauty of his verse by effective simile 
and metaphor. But (22) 

. . . the aspect of mythology which appealed 
most deeply to Shakespeare, which he most fully and 
vitally incorporated into his own thoughts, is that 
original aspect of the system which gives a divine 
personality to the great forces of nature. The sun in 
its rising and its setting, the 'gray-eyed dawn' and the 
'black-browed night'; the procession of the seasons 
from 'well-apparelled April' to 'old Hiems' with his 
'thin and icy crown'; 'Great Neptune's ocean' and the 
'mutinous winds'; the crash of Jove's dread thunder- 
bolt-to express his appreciation of all these, Shakes- 
peare has constant resource to the forms of expression 
given us by the ancients, or, still more significantly, 
imitates their methods of thought without employing 
their exact terms. 

In the pages under the caption Classical Mythology 
in Shakespeare Dr. Root follows essentially the plan 
adopted by Professor Osgood in the second part of his 
monograph. The two works afford abundant material 
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for the instituting of comparisons and of contrasts 
between the two poets. 

Finally, the plays are listed in what Dr. Root be- 
lieves to be the approximate chronological order, 
and the use made of mythology in each is indicated. 

We may make reference here to a book on Ovid, the 
poet whose name occurs so often in the monographs of 
Professors Osgood and Root. In 1913, in the Uni- 
versity of California Publications in Modern Philology 
4.1-268, appeared a monograph, by R. Schevill, en- 
titled Ovid and the Renaissance in Spain. This was 
reviewed, in American Journal of Philology 35 (1914), 
330-335, by that inimitable critic, Kitby Flower 
Smith, whose untimely death in December last not 
only dealt a cruel blow to the humane and humanistic 
study of the Classics, but for many a classicist added a 
keen personal sorrow to the many burdens of a year 
fraught with sore trials and distress already. 

Of Mr. Chislett's book it is difficult to give an 
account, because in Part i, The Classical Influence in 
English Literature in the Nineteenth Century (1-47), 
the part of the book that is likely to be of interest 
to readers of THE CLASSICAL WEEKLY, the author 
touches briefly, all too briefly for the ordinary reader, 
on a vast array of authors. 

He begins with definitions of Classicism, Romanti- 
cism and Realism (1-2), discusses Classicism, Romanti- 
cism and Realism in Greek and Latin Literature (2-3), 
passes on to a consideration of these three elements 
in the Middle Ages, the Renaissance and Modern 
Times (3-5), and, finally, in English Literature (5-6). 
Next he discusses (8-io) The Romantic Revolt. Here, 
in forty-nine lines, he talks of Coleridge, Wordsworth, 
William Godwin and his circle, Shelley, Thomas Love 
Peacock, Keats, Byron, and Southey. On pages I 1-14 
he discusses Major Prose Writers, Exclusive of the 
Novelists; on pages 15-17, he treats 6 Major Victorian 
Poets; on pages I8-23, about 30 Novelists; on pages 
24-32, 7I Minor Writers; etc., etc. 

This rapid passing in review of so many writers leaves 
one rather breathless. None the less Mr. Chislett's 
remarks suggest boundless opportunity for personal 
study, in the way of checking up his statements during 
our own reading of the authors he names. 

Mr. Chislett has evidently read widely himself, and 
has formed his own judgments; he has used, too, the 
writings of others on the themes with which he deals. 
The numerous footnotes are of great value. 

In Section VII, entitled Conclusion (36-47), Mr. 
Chislett at first challenges statements about the study 
of the Classics, or the nature of the Greek spirit, made 
by Mr. A. C. Benson, Professor E. Vernon Arnold, 
Mr. John Jay Chapman, Mr. Will Hutchins, and Mr. 
R. W. Livingstone. But, we may ask, will any one 
man ever define the Greek spirit in terms which will 
win immediate and permanent acceptance from all 
other seekers of that spirit? We bring back from India, 

it has been said, what we take to India; and so, in our 
search for the Greek spirit, what we take with us in 
the search-our own make-up, physical, intellectual, 
spiritual-we bring back again; fortunate are we if 
we bring back something else also. Though Mr. 
Chislett does not exactly see this-at least he does not 
state it in terms, this is, in reality, the underlying idea 
of the following excellent paragraph (41): 

The Englishman-especially the nineteenth century 
Englishman-finds the Greek genius so complex that 
he can discover Puritanism, paganism, temperance, 
extravagance, tragedy, comedy, didacticism, emotional- 
ism, classicism, romanticism or realism in it as he 
pleases. Landor is attracted by Epicurus, Greek 
lyric and elegy; Southey by Epictetus; Macaulav 
by Greek history and oratory; Lamb by Hesiod; 
Moore by Anacreon; Keats by Homer; Shelley by 
Plato; Peacock bv Aristophanes, Lucian and Nonnus; 
Meredith by Menander; Rossetti by Sappho; Wilde 
by the Anthology; Swinburne by Sappho, Catullus, 
Pindar and Aeschylus; Jefferies by Diogenes Laertius; 
FitzGerald by Plato; Kingsley by the Alexandrians; 
Arnold by Homer and Empedocles; Tennyson by 
Virgil; Browning by Euripides and Aristophanes; 
Mrs, Browning by Aeschylus and Sappho; Andrew 
Lang by Homer and Theocritus; Thomas Hardy 
by Sophocles, and Robert Bridges by Aeschylus and 
Menander. 

The next paragraphs deal with the way in which 
various prose writers of the nineteenth century show a 
Greek strain (e. g. FitzGerald put Plato into his 
Euphranor; Peacock put Lucian and Aristophanes 
into his novels); with translations and paraphrases; 
the Greek note in nineteenth century poetry; "a further 
triumph of nineteenth century art remains in its use 
of mythology"; the Roman influence, seen especially 
in "the interest the century felt in viewing Rome 
archaeologically"; and "poems and prose tales that 
capture or aim to capture the spirit of ancient Rome". 

The final paragraph (47) runs as follows: 
We have surveyed the nineteenth century by authors, 

summarized them and dealt with them under the dif- 
ferent phases of the classical influence. What is our 
conclusion? That Greece and Rome did not die in 
the romantic, realistic nineteenth century nor are likely 
to in the unfathomed twentieth. Through philology, 
archaeology, interest in ancient philosophv, admiration 
for the graceful Greek tongue and the mosaic-like 
architectonic Latin, a use and not abuse of mythology, 
a very wide reading of ancient authors, major and 
minor, in the original and in translations, and finally 
through the vivifying of ancient life by travel and by 
prose and poetry embodying the ancient spirit, Greece 
and Rome have lived as never before, and bid fair to 
live while men and arts endure. C. K. 

REMARKS ON ROMAN POETIC DICTION 

(Concluded from page 182) 

I will discuss one of the groups-the adjectives 
denoting color. Let me emphasize that I am not here 
presenting a full discussion of these adjectives. Space 
will not permit this. The purpose of the following 
lists and the comment upon them is a restricted one- 
to show what adjectives denoting color occur in that 
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